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oe, cTEWO of 


During the past few years | have been frequently asked by students, 
teachers and professional players to write an Accordion Method, one 
that would advance the pupil gradually and effectively. The opinion that 
most methods were not graded carefully seemed to be general among 
teachers, 


These lessons have therefore been arranged in logical sequence, as far as 
practical, so that all the essentials required for gradual advancement are 
intelligently presented. It must be understood that progress can only be 
made if each lesson is faithfully practiced before continuing to the next. 
The mental and physical action must synchronize perfectly, for there is 
no other way to play the Accordion well. 


The bass clef for the left hand is now generally accepted and has been 
adopted as standard. The use of one note to indicate the chord buttons 
is less confusing for the beginner. As the student becomes familiar with 
the bass clef and studies chord inversions in both clefs, the reading of 
three and four note chords in the bass clef, (as in piano parts) will present 
no difficulty. 


If a lesson seems too long for the student it is advisable to divide it 
according to his or her ability. 


That these lessons shall be a real help to those who strive to become good 
accordionists is my sincere wish. 


In the compilation of this Method, Mr. Hugo Frey, has been of great 
assistance, and | hereby acknowledge his invaluable advice and aid. 


Ee a Nrgnanite 
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Biography of the fs, 


Charles Magnante was born in New York City in 1905. At an early age he showed signs 
of unusual talent by singing along when his father played the accordion. A few years 
later, his dad, who was considered an excellent accordionist, found out that 
Charles was secretly practicing on his instrument, promised to buy him one for his 
ninth birthday and give him lessons. From then on his father was his only teacher. 


At fourteen Charles was playing professionally and at sixteen his solo work so impressed 
vaudeville agents that he received tempting offers to go on tours. Acceeding to his 
father's advice however, he continued his studies before seeking further glory. 


When Radio Station WEAF was opened he was invited to play over the air and soon 
after became a member of the famous Roxy Gang. With this organization he intro- 
duced Frank Harling's Jazz Concerto, featuring the accordion. This was a marvelous 
opportunity to show his tremendous technique after several other players failed to over- 
come its difficulties. Soon after, he appeared at the Roxy Theatre with the Roxy Jazz- 
manians and the Grand Orchestra of 110 musicians. Later The R.C.A. Victor Co. en- 
gaged him exclusively for recordings. He also appeared on such radio programs as 
“Lucky Strike", "Show Boat’, "Hammerstein Theatre of the Air", Texaco’, ''Manhat- 
tan Merry-Go-Round", and "'Melodiana". He is a regular feature with Major Bowes 


Capitol Family and is often heard as guest artist on the most important . cur- 
rent broadcasts. 


By brilliant mastery of his instruments, Magnante has established himself as the most 
sought after soloist in the country and is duly recognized as such in the music world. 


His compositions and arrangements comprise many solos for the accordion and have 
created a high standard of technique. 
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How to remove the accordion from its case. 


Correct sitting position before strapping 
accordion to the shoulders. 











Method of placing strap on the right Biota iene ad Gee ll ac 
shoulder (Right strap should go on first). 9 P aril 








Simple Explanation Of The Rudiments Of Music 





The beginner need not study all this information at once, but should confine him or her- 
self only to that, which bears some relation to the lesson being practiced. Much of tt 
will be useful for reference, as the harmony problems become involved. 





The notes for the Accordion are printed on two staves, each consisting of five lines: 


The upper staff for the right hand — 
The lower staff for the left hand.—_, 


There are two kinds of clefs used in the notation, Right hand: 
for the right hand, the treble clef, and for the left 
hand, the bass clef. Left hand: 
F A C E £E cia) & jae We O Depragte < 
Notes are either on a line or in a space: —— ee 
_ oe 
There are also lines added above and below —— a 
the staff; these are termed “leger lines” 
“cide ou 


Se 


According to their location on the staff the 
notes vary in pitch,either ascending or descending. 
cea ; - 
NAMES OF NOTES 
The musical alphabet --names of notes--consists of seven letters,C.D.E.F.G.A.B. These 


letters are repeated again and again in the form of an extended ladder. 
oa 


aes no eS OE UR OR UR US Ow Se ee ee 


Cc Db F ©G@ A 


IP 


SHARPS, FLATS, DOUBLE SHARPS AND DOUBLE FLATS. 


Cancellation Symbols. 
These are symbals used to alter the character of a note. Asharp(#) before a note raises 
it asemi-tone. A flat (b) lowers it asemi-tone. Double sharps (x) and double flats (bb) al- 
ter a note by two semi-tones (or one whole tone.) 


The cancellation symbol (often termed “natural?) cancels any sharp or flat. To cancel a dou- 
ble sharp or flat it is sufficient to place the original signature before the note. 





THE BAR 
A “bar” is a line drawn vertically through the staff == to divide it into measures. The 
word “bar” is often used incorrectly for“measure” A double bar appears usually at the 


end of a strain. If the double bar has two dots =H it indicates that the strain is to be repeated. 
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SCALES 


A scale is a succession of tones or notes proceeding according to its accepted form- 
ula; that is, either major, minor, chromatic or whole tone. The major and minor scales are 
classed as “diatonic;’ which implies that they are restricted to the notes of the given key. 
With the exception of the harmonic minor scale they all have five whole tones and two 
half tones, variously distributed according to mode. 


The chromatic scale consists of half tones entirely while the whole tone scale consists 
of whole tones, as its name implies. Note the position of the half tones in the diatonic scales below. 

















C Major 
scale —— 3 
wi IV Vil. VII irae 
Melodic The sixth and seventh notes are raised a half step, ascending 

















The two 

versions of 
ie Augmented 
wlinor second 
scale 





C Chromatic 
scale 








Whole-tone 
scale 








same tone same tone 


INTERVALS 


The distance between two notes of different pitch is called an interval. They are always fig- 
ured from the lowest note upward. Following are the intervals as they appear in the major scale. 


Prime or unison second third fourth fifth sixth seventh Octave ninth tenth 





Besides the letter name of each note The last two intervals (9th. and 
of the diatonic scale it also bears a Ex. C-D-E-F-G-A-B- 10th.) are “compound” being similar 
number according to its position in IDMIVV VIVII* tothe 2nd.and 3rd. only that they are 
the scale. an octave apart. 


TABLE OF KEYS 


The “Key” is a term used to signify a group of related tones, established upon any of the 
notes of the chromatic scale. The given tone upon which the key is established is always the 
first note of its scale and is called the “key-note” or“Tonic” There are twelve major keys and 
their twelve minor relative keys, making twenty-four keys in all. For the purpose of reference, 
the following chart of “keys” (with their tonic triads) is shown. 








Il The Ff and Ghkeys (and relative minor) sound the same. 1 Triad: a chord of 


three notes. 








MUSICAL NOTATION 


_ The following explanations of the various kinds of notes and their time values are 
to be studied and referred to when necessary. They are the elements used to denote Rhy- 
thm, Melody and Harmony. 


’. ae : 
(gq time or common time) 
The whole note 
and whole rest 


The half note 
and half rest 





The quarter note - 
and quarter rest: 


The eighth note 
and eighth rest 


The sixteenth note 

and sixteenth rest 

The thirty second note FE SRT ROR eer EE ERATED RO ENE TS SET | 
; SC NE = SS ee Se SS SS ee eS SS SS 

and thirty second rest fi Fa a et Pt ttt te ee 


TIME VALUES 


There are three different time measures: binary (even), triplequneven) and compound, which 
are duple or triple or both. 


(rarely used) 

. Common or YY, Six-four time § 
— | (Four beats to the measure) (Six-beats or two) 
i oa = 
2: = } 
©: Common ala breve ile i ° 
b>! (Two beats to the measure) Six-eighth time cs 
ba ! (same as common time (Six-beats or two) B 
& : only quickened in tempo) = = 
pO: g 

' e . . (o) 

: Two-four time Twelve-eighth time rs) 
S + (Two beats to the measure) (Twelve beats or four or two) 
oO 
> 
&: Three-four ti 
eis alk we ime Nine-eighth time 
2 H hree beats to the measure) = (Nine beats or three) 
Bt 
a Three-eighth time Five-four time 

' (Three beats to the measure) (Five beats,divided 

y in groups of three 





and two, or reversed.) 


The single triplet (or group of three notes) as it appears in even measures will be explained ina lesson. 


THE DOT 
A dot placed after a note or rest increases the time value by one half. 





Two dots after a note or rest increases its value three fourths, i.e. the second dot adds 
one half the value of the first one. 





TIE OR SLUR 
When two notes are connected with a tie —™~ it indicates that the second note should 


be aed over: 6. 2 ade 


bo ee 














COMPLETE CHART 
Of Right Hand Keyboard 


Bb Db Eb 


ba be 


p> Eb Gb AP 


abd 


| Eb G> Ab Bb 




















RIGHT HAND KEYBOARD OR CLAVIATUR 


The keyboard of the 120 bass accordion has 41 keys; smaller-sized instruments 34 and 
25. Similar in appearance to that of the piano, nevertheless it is practically out of sight of 
the player, so that the player is left more or less to depend upon his or her sense of feeling. 
This sense of feeling becomes very keen with careful practice and enables the player to 
“travel” over the keyboard without the slightest hesitation. 


It is not advisable to look into a mirror while playing; it only confuses the player. 


To find any note upon the keyboard without looking, use a method similar to the 
following, to find “C’? Notice t@at the black keys are in groups of three, two, three,two 
and so on; by moving the fingers lightly over the black keys until a group of two is felt, 
place thumb on white key just above upper black one which is“C.’Try this in all octaves. 
(No bellows) ‘ 


RIGHT HAND SWITCH OR REGISTER 


The Right Hand Switch when in operation adds the octave below. While practicing 
the right hand alone it is well to keep the register on. Do not make a habit of keeping 
the register on continually. The student should try an exercise with and without the reg- 
ister to notice the difference in the bellows. The symbols for indicating on or off, are: 
on = @) or the words -- Reg.on. Off=@ or the words -- Reg. off. 


WOLLOd 


THE READING OF MUSICAL NOTES 


Almost every one has had at one time or another some experience with musical matters , 
either in School or Church. We are all more or less acquainted with the syllables, Do,Re, Mi, Fa, 
Sol,La,Si,Do. These syllables are usually sung to the notes C.D.E.F.G.A.B.C. which are the 
notes of the C. Major scale. Because vowel sounds are necessary in singing, the above syllables 
were adopted in ancient times and were used to instruct singers in the art of reading music. The 
teacher would point to certain notes in orderly succession, the pupils singing them. In this 
fashion they learned to read notes. It is really training the ear to discern the various inter - 
vals between the notes, similar to the following example: 


Example: 





The mental process is the same as reading the letters of the alphabet only that “tones” 
are sung. When playing an instrument we transfer the note read,to the key it represents. 
When several notes appear simultaniously the eye recognizes the combination as you would 


read a word. This would be a chord in musical terminology. 
; C 


In reading either the treble or the bass clefs the process is the same, always identify 
the note with the key or button. 


If the student who is unfamiliar with the bass clef, studies the lessons in this book 
gradually, it will present no difficulty. Confusion comes mostly from doing things 
in a hurry. 


THE EVOLUTION OF THE ANCIENT “GREAT STAVE” TO THE 
PRESENT TWO-STAFF SYSTEM 


ireble clef THE OLD The eleven line system 
(G Clef) Bass clef was used in ancient times 
(F Clef) for vocal music. Several 


kinds of clefs were used to 
indicate the different voi- 
ces, bass, baritone,tenor, al- 
to and soprano. It may be 
clearly seen where the notes 


pass from the treble clef in- 
This example shows the to the bass clef. 


two staves of five lines each i 
as used in modern times.They THE NEW 
are separated so as to allow 
space for leger lines between 
them. Thus with leger lines 
above and below the staff it 
is evident that there are more 
than eleven lines at the dis- 
posal of the composer. 











LE este ile lla Seer iy oo rs These nnee are the 
system was forced by the de- mare ay eoaees 
velopment of musical instru- 

ments of greater range (of 

notes) than the human voice. 
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Dominant 
Seventh Chords 
Diminished Chords 







Fundamental Basses 





Counter Basses 









2) @) @) @ OD) @) 
O®®OOO@Oe® 


Front 


CICS 


ax, 


semen 


The button board on some instruments vary 
slightly at the upper and lower ends; some 
having a row less at one end and a rowmore 
at the other or vice versa, but the number 
of buttons remain the same. 


Back 
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BASS AND CHORD CHART 


This chart shows the bass and chord but - 
tons of the standard 48,60,96 and 120 bass ac- 
cordion. Each button of the bass rows(Fund. and 
Counter) produces a tone doubled in four octaves 
as shown below. To differentiate from the chord 
notes they are termed “Single bass” notes. 






The single bass 
button ‘C’ is writ- 
ten thus: 


The Major, Minor and Diminished buttons 
sound a chord of three notes. The Dominant Sev- 
enth button sounds four notes* These chord 
notes and all their doublings cannot be stated 
positively, as they vary more or less accord- 
ing to the size and“make” of the instrument.The 
average standard accordion will show the doub- 
lings about as follows. 





.~] 
B8u 
= 
3 ho 
6 = rs} 
<0 
AS written 
Symbols M m s d 





The symbols for chords are as shown a- 
bove. Some writers prefer to use the num- 
bers 1,2, 3,4, to indicate major, minor, domi- 
nant seventh and diminished. The letter sym- 
bols have now been adopted as standard. 


* Some manufacturers eliminate the fifth 
interval in the dom. 7th chord; this leaves 
it a three note chord, which enables the player 
to produce the augmented dom. 7th chord. 








Extending the bellows. 


a 








Depressing the bellows 
hewemmnan 
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THE BELLOWS 
The bellows are the“heart” of the accordion and require the constant attention of the beginner. 


In manipulating the bellows, the first movement is to draw outward (extending) in 
a fanlike shape, allowing the upper part to open almost by its own weight, 
EXTENDING while guiding it as near straight as possible with the left wrist against the 
strop. The forearm should not brace against the inner side of the bassboard 
panel but may rest lightly, though firmly, upon it. 


In depressing bellows (inward) the main pressure is applied by the left hand 
to the upper part, allowing the lower section to open. As the upper part closes 
DEPRESSING the lower section, having opened, is now ready to be depressed, as the upper part is 
again drawn outward, resulting in a continued flow of air. If these movements are 
smoothly executed, there should be hardly any interruption in sound. 


The manipulation of the bellows should become an involuntary habit in time, 
syncronizing with the fingers without any conscious effort. 


After bellows control is fairly well established, the student will realize that no 
fixed rule can be applied to its manipulation. The player must use his or her dis- 
CONTROL cretion, adjusting the changes in conformity with the phrases of the composition, 
as a singer breathes (in musical phrases) so should the bellows be treated. Avoid 
changing in the middle of a legato passage or run. 


The strop should be tight over the wrist without interfering in the sliding of 
the hand up or downward. This sliding movement is called “shifting”? The words 
“jump” and “skip” are sometimes used. 


THE 
STROP 


In shifting positions, much depends upon the distance, the direction (up or 
down) and the finger (s) that must locate the button (s). Generally speaking 
SHIFTING there is no set rule but the following suggestions will give the student an idea 
POSITION _ how to be guided; For short jumps, the fingers may be moved, first drawing the wrist 
after, or the movement may be reversed, wrist first and fingers after.When jump- 
ing four or five buttons upward,(example C.to E.) it is best to do so while depress- 

ing beNows, and when jumping down-ward, extending bellows. 


EXAMPLE 





upward downward ’ downward upward 
four rows four rows four rows three rows 


The bellows are so constructed that they may only be drawn out or in,whena key 

AIR or button is held down. An air-valve button usually at the upper corner of the left 

Sealed hand panel, enables the player to depress the bellows Silently when ending in an 
extended position. 


Various terms used to OUT - OUTWARD, OPEN, EXTEND. 
designate the bellows changes: ‘IN - INWARD, CLOSE, DEPRESS. 
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SIMPLE BELLOWS EXERCISE 


RIGHT HAND Before playing these exercises study the pictures in the 
To find“C” count from the top- 


ost note downward five white {[*ont of this book showing the two movements of extend - 
fioys as follows: ing and depressing the bellows. Read also ‘The Bellows’ 
on previous page. 


To open or extend bellows it is necessary to press down 
| a key or button; this allows the air to be drawn inward. 
1 


e AB*DEFG The following exercise should be practiced until a 
reasonably smooth control is attained. 


TOP 


Begin with thumb,which is called 


the first finger. It is important to count the ‘beats’extremely slow so as to 
BELLOWS oe i aris ie ha about half or three-quarters 
‘OUT’ for opening. efore c anging ce) . 


‘IN’ for closing. 


NOW place thumb on ‘C’, draw ‘OUT’ bellows and count very slowly as 
indicated, keeping key down all thru exercise. 


Reg. on 


- OUT IN OUT IN 
Count 4 2 3 4 4 2 3 4 4 2 3 4 4 2 3 4 













c o- o> oa 


“Slur indicates note should be held over. 


WHOLE NOTES 
Count four beats,lifting thumb 
quickly and placing down again 
on the first beat of the next mea- 
sure,in co-ordination with bellows. 





HALF NOTES 


The same note twice with- 
out changing bellows. 





One beat for each quater note. 
OUT IN OUT IN 
QUARTER NOTES 


The same note four times 
without changing bellows. 





REMARKS 


All through these exercises the pupil must keep in mind the correct position of the hands 
and body as shown in the illustrations in the foreword. 


The bellows markings‘OUT” and ‘IN’ may be varied (lengthened or shortened) at the dis- 
cretion of the teacher. 


In the beginning it is advisable to practice in the sitting position. 


If a metronome is available, it should be set at 2-80 which is the Larghetto tempo)or 
slower, using it only for short periods. 
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Closeups of the right hand 

showing correct position 

of thumb and fingers on 
keyboard. 
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LEFT HAND 


n 

Ee wero? 3-> cHoRD Place the fourth finger (which is the ‘ring-finger’) 
3 = AL : upon the“C” button in the center of the Fundamental 
Oe hat >t -— Bass row. (Most instruments have the“C”marked)Now 
ie ae / place the third (middle) finger on the ‘CM’ (C major 

Pi C) a chord) button in the next row toward the strop--both 

: co “ fingers should be close together. Practice raising 


(cx) 0d a and dropping the two fingers simultaneously on 
eet, 2S ; the buttons without the use of the bellows (silently) 
Co i Ra Ae: Signe, before playing the next exercise. 

Singering sume & 
as R.H. 5 







Hold down both fingers through- 
out entire exercise, drawing bel - 
lows “Out” and “In” as marked. Ba. 





* Care should be taken not to change the bellows be- 
fore the end of the fourth beat. There must be as little 
interruption in sound as possible. 


WHOLE NOTES 


Count four beats slowly, lift- med IN OUT IN 
ing up both fingers together and ae < oe +o 
6 SEE RR SES LE (ae EE 


dropping them quickly at the be- Pr rr —— er RSE SEES, L ——+ 
ginning of each measure, while 
changing bellows as marked. 


HALF NOTES 
Two beats to each half note. 
The same note twice without 
changing bellows. 


QUARTER NOTES 
One beat to each quarter note. 
The same note four times with- 
out changing bellows. 





BOTH HANDS 
Play with precision. Reg. off. 


REMARKS 


In reading the bass 
clef, forget about the 
treble clef. Visualize 


the printed note with 
the button that pro- 
duces the tone. 
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Correct position of the lett hand. Second joint of thumb 
should come precisely to the edge of the bassboard. 
Naturally, it is thus necessary to curve the left hand fingers 
to touch the bass keys readily. The bass straps must be 
free enough to permit the left hand to slide up and down 
without causing pain to the muscles of the back of the 


» left hand. 


The instrument used in illustration shows 140 basses. The 
extra row is the minor counter-basses. 
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RIGHT HAND EXERCISES 


Lesson 3 


hands. 


of 


% 
3 
Ss 
Ss 
3 
8) 
g 
i) 
8 
® 
Ss 
& 
*) 
.s) 
5 
S 


lJ 


IN 


LU 


23 4 5 


OUT IN 


Key of C Major 
(Five fingers) 


and position 





1 
IN OUT IN 


OUT 


\ 





fingers in curved 


r 


<eep 


{ 
See illustration in the foreword. 


Do not spread them beyond. 


> 
a 
© 
Le 
A 
a 
2 
a 
os 
> 
° 
Eo) 
x3 
=) 
° 
- 
Sed 
hand 
Qn 
¢ 
-* 





n 
o 
» 
°o 
Gq 


Half, 


full beats, lifting finger just as next one goes down. 
quarter 


Holdeach note four 
and eighth 


rhythms with half and quarter notes. 


Simple 


Exercise for developing strength in the finger. 





hammer-like. 


, 


s must be perfectly played before going on. 


Lift up each finger 


The above exercise 
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LEFT HAND 
C-G&F Basses and Major Chords 


Lesson 4 


When the same chord ap- 


(After - beats) 


Notice that the G but- 
tons are just above the 


“C” row. 





o 
“=! 
~ 

o 

ee. 

° 5 

=) 
= Be 
$3 

o 

M DN 

Oon 

ass 

no 

3 

2 5, 

Ran 


“Simile” means to continue 


ina 


Hold down each button the 


similar fashion. 


th of the note. 


full leng 


OUT 





simile 


Count 12 34 





similt 


IN 


-beats 


After 





a 

n 
Ee 
, ie 
os 
7S 
* o 
ow 
$3 

| 
a> 
He 

| 
Pa 


o 
~ 
° 
& 





Notice that the“F” button 


is just below the “C”? 


Changing both fingers while bellows are in motion. 





IN 
CM 


CM FM 


OUT 


IN 
CM FM 


FM 


OUT IN OUT 
CM GM CM 


IN 
CM GM CM GM 


OUT 





IN 


OUT 
CM 


OUT IN simile 
CM GM CMGM CM FM CM FM .CM GM CM FM CM GM CM FM 


IN 
CM FM 


OUT 
CM GM 





he In playing these chord-and bass-changes while bellows are in motion, both fingers 


must be lifted and dropped precisely. Practice silently also. 
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Lesson 5 


, un- 


NOTE: The fingering for 
the bass and major chords 
(4th and 3rd finger) should 
be strictly adhered to 

til other numerals are given. 





Simple Melody 


! 

n —4 on” 2 
MOSES 

®O ow 
Pe enw hom) 
S ww 0 
SE eel 
Bet go 
aa Q@vz 
oe be. & 
SeGng 
~ o 

oan s 
Hg Orn G 
ay = OO 
Hv S 
Seen 2 
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BOTH HANDS 


er measure. 


Very slow 


IN OUT IN similt. 


OUT 





The same melody with left hand after- beats. 


IN similt. 


OUT 


IN 





The same melody in waltz-time. 


Three beats to each measure. See Time Values - The Dot in beginning of book. 





eet rhythm in both hands. 


N stmilt. 


I 


OUT 





In the following EX. the bellows should be changed every two measures. 


of the 


bellows in the very beginning, so that the student may not be hampered later 


The author wishes to lay stress upon the importance of the control 
on, when other technical problems appear. 


IN 


OUT 
FM |CM GM 


IN 


eo 
—— 
= 
el 
2a a a 
CM FM CM FM CM 
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OUT 


|S ainipidin aachockaeee 
ig. POS ee 
aT ae aS 
2. 
1 
CM FM 


This allows the R.H. melody to predominate. 


[ot ckateecaiatenn’ 

Eee 

oe.) ars, 
aCe CM GM CM GM 


IN 
* Play L.H. after-beats short. 


CM GM 








Practice R. H. alone before 


playing together. 
The Bellows may be changed 


every measure or every two measures. 


No.1 Little Mary 





Slowly (with expression) 
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PROBLEMS 


RIGHT HAND 
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RIGHT HAND 


Lesson 6 


Right hand chords (Triads). Practice these chords until they lay well in the fingers. 





Lift hand to place 4th finger on F) 




















No.3 Tyrolian Waltz 


(Change Bellows every measure. Later every other 





easure.) 


m 





Slow waltz time 





or Da Capo 


meaning to 
play from the 
beginning and 


Abbreviation 
fi 


f 








(staccato) 























a. 





nish at sign 


Over a note it indicates to 


2) 


r~ above a double bar signifies the“ending place; 


3 
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The sign 
sustain it longer than its time value. It is called Fermata. 















Improper position of 
hand. Fingers should be 
curved, thumb straight. 


see 





Position of hand when 
employing register. 
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Closeups of thumb show- 
ing other fingers well 
curved over keys. 
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RIGHT HAND 


Lesson 7 


The Pause caused by lifting fin- 


ger off key must be as short as pos- 


sible. 


SHIFTING POSITION OF HAND 


Keep fingers curved and rigid over the 


then Count1 2 84 


keys. Hold note down until ready to skip 
with light, quick action strike the next note. 


EXAMPLE 








th 
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* When playing slowly, count four beats, intempo count two beats. 
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The dot’ length- 
ens a note one half 


the value. 


THE SIX - EIGHT MEASURE 


Lesson 8 


IN 


OUT 


IN 








LEFT HAND 

A six-eight meas- 
ure is similar to two 
measures of three- 


123 








1 
a3 
wes 
ay 

a 
36 
Sb 
os 
q 
a 
3° 
™ 
Ss 


123 456 


6 


5 


ae ee 





six beats are counted 





instead of twice, three 


beats. 








123456 


456 


123 


12 3 12 


Count 


Change bellows etther every 
measure or every two measures. 


EXAMPLE 


Waltz time (Practise R. H. alone) 











ix beats) 


8% time. (Count s 


in 


y 


Same melod 














N 


Se 


IN 


(simili) 


IN 








nN 


ai 
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RIGHT HAND 


Lesson 9 


As each new key ts studied, 





fying the key) should 


its signature (the sharps and 


Slats tdent 
be memorized. 


Key of G Major 
(Five fingers) 


























Simple Chords of G Major 





* 























Black key 
between F&G 




















button is just above the“G” 


a Dae 


otice that the 


N 


IN 
GM 


DM 


OUT 
GM 


CM 


IN 
GM 


DM 


OUT 
GM 








No.5 Barearolle 





2 


3 


3 


Practice each hand 
4 


alone counting six beats. 












































* The signature of the key G Major is one sharp (F#), indicated in the first measure. 
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Notice the 
rests tn L.#. 
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Correct sitting position. This is very important and should 

be carefully noted. Extend the right foot for bracing, as 

shown, with keyboard resting on right thigh. Have 

bellows rest on left thigh. Unhook top bellows strap first, 
and the bottom bellows strap last. 
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RIGHT HAND 


Lesson 11 


Bellows-changes 
should always be ar- 


Key of F Major 


(Five fingers) 


ranged to end strain 


wave. 


with the 











eat) 
b 


* Slowly (Rep 








Notice that the“Bb” button is just below the “F.” 


LEFT HAND 


MFMCM FM 


Bb FM CM FM Bb 


FM 








Practice the following exercise carefully, reading the notes, 
not depending on the fingering numerals to guide you. Repeat 


each four times. 


BOTH HANDS 


Raise fingers hammer like. 


-----et, 


OUT-. 


IN 


OUT 


IN 





half rest 


OUT 


nen www eee wens 














* The signature of the key F Major is one flat(Bb), indicated in the first measure. 
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No.7 German Country Dance 


po di Valse (waltz time) 


Tem 











el) 
wee 








pickup”___the second measure is the real first 


similar to the first measure of the waltz “Blue Danube.” 


* The first measure is an upbeat or“ 
measure of the musical phrase, 
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Theme And Variations 


A Theme is a short musical period, a phrase, or motive, often used as subject for 


Lesson 12 


There are many themes in a symphony. Here are a number of rhythms which 


the student should be able to read without difficulty. 


Variations. 


IN stmili 


THEME 
Andante 
OUT 








VARIATION I 


— 





VAR. II 


EEE 


arter rest 





VAR. ITI 
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Lesson 12 continued 


Illustrating the tie and dot. 


In the first measure the F onthe second 


beat is played. 
this note is not played but held over the 


In the second measure 


The third measure shows 


second beat. 


how the dot takes the place of the second F in 


the second measure. 





BOTH HANDS 


VARIATION IV 
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Correct position for playing on black keys. 
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RIGHT HAND 








AM 


DM 





, thereby anticipat- 


The following exercises will 
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oo = 
S3 : 
QS S 
7 a<) 
‘sal 
r=) 
° 











In reality only a matter of 


Lesson 18 continued > 
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(Five fingers) 


Key of D Major 


Lesson 13 
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Although marked ala breve (¢) they may be practiced counting four beats until well un- 


doubling the“tempo”’ In the above exercises the left hand notes indicate the time unit. 
derstood. 


measure instead of four, the notation remaining the same. 


Lesson 13 continued 


> o_ ——ou ill rs & 


IN 


36 





38-4 


we 


OUT 
nt 1-2- 
OUT 


Bellows must not be changed while a note is sustained beyond the bar. 
Cou 


Play above Ex.IV 
with this rhythm 






Lesson 13 continued 


CHORDS 





DM 


DM GM DM AM 


GM 


DM 


eh te 





acs7, ch 





RIGHT HAND FINGER EXERCISES 
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LEFT HAND CHORDS OF THE MINOR, DOMINANT SEVENTH 
AND DIMINISHED OF C. G. AND F. 


ee (s) (4) SYMBOLS FOR CHORDS 
After having learned O® («) (4) PUAN cok nbesneth gaara M 
the Major Chords as pre- OOO 1 psa age pep ee ARRON zeae estes Na m 
sented in the forgoing pages co 
we now come tothe last three () (m) 
chord button rows. oy 
t Only the fundamental positions 


lai of the chords are shown here. Other 
positions (inversions) appear later. 


CHORDS WITH THEIR FUNDAMENTAL BASSES 


CM GM CM FM CM 


Major. For the sake of conformity we 
bring again the Major. 


Minor. The Minor button lies next to the 
Major and is played with 2nd finger. The bass 
with the 4th finger. 


Dominant Seventh. The Seventh chord button 
lies next tothe Minor and is also played with 2nd 
finger. The bass with the 4th finger. 





Diminished. The Diminished button lies next gant” 2- 2 
to the Seventh and is also played with 2nd fin- 
ger. The bass with the 4th finger. 










Exercise. Read the symbols 
and fingering carefully. 


Practice the above ex. on D, A, F, Bb and others according to the ability of pupil, sliding wrist 
in position same,as it would be on C. 


OUT ; IN 
CM CmCS Cd CM FM Fm FS Fd FM CM Cm CS Cd CM GM Gm GS Gd GM 





Practice on all keys. 


If your instrument has no diminished chord, omit the measures marked for it. 
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Correct position of the left hand. 


Lesson 14 continued 


CMGS CM GS 


GS 


CM 


CM GS CM GS 


CM GS 


GS 





GMDS GMDS GM 


DS 


GM 


DS 


GM 


DS 





FM 


FM CS FM CS 


cs 





Ss with after beats in y% 


Practice these exercise 
time as follows. 


3/4 


and 





wa =O) 
uyuasas ()(#)(@)(«)(@) 
som (8 )(@)(E)(E)(®) 
vor (=)(AaA®) 

Q\E@QO@ 


OOOOO 


MINOR and DOM. SEVENTH CHORDS of C.G.D. and A. 





Cm GS Cm GS Cm GS Cm GS Cm&S CmGS Cm 


Gs 





DmAS Dm AS Dm 


Dm AS Dm AS 


Dm AS 


Dm AS 








Am ES Am ES Am 


Am ES 


ES 


Am ES Am 


Am ES 


ES 


DIMINISHED CHORD 


DS GMGS 


DM 


Gd 


GM 


Gd 





f the book. 


ing Oo 


* Study chart of Major and Minor keys in the beginn 
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RIGHT HAND 


Lesson 15 


Spreading fingers within the octave. 









































PROBLEMS 


RIGHT HAND 


Changing fingers while sustaining note. 





a 
isi 
4 
3s 
pes 
a 
o 
a 





LEFT HAND 





sustain bass note 


before playing the composition. 


” 


Problems 


practice the “ 


* Always 


Al 


A slur or tie indicates that the 
notes should be connected with- 


No.9 Prayer 


Lesson 16 


2 
s 
yn 
3 
N 
it} 
See 
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Ss 
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S2z 
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S38 


Slowly, with expression 
OUT 








i ae Teas SY & 




















Da Capo al Fine; 


skip upwara 


skip 


skip 


(from the beginning 


until “Fine ’) 


PROBLEMS 





LEFT HAND 
OUT 
cM 
= 











VD 


RIGHT H 





IN 


OUT 





* See “Bellows” in the beginning of Book - Paragraph on 


shifting. 
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No. 10 Forget - me - not 


Lesson 17 


Practice each hand alone 
before playing together. 




















IN 


OUT 








not 


(With added right hand chords) 


-me 


get 


For 





| 


~ 
= s 
~~ 





IN 


OUT 











PROBLEMS 


(exercise) 


RIGHT HAND 





RIGHT HAND (after beats) 
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No.1l Goin’ Places 


Lesson 18 


iplets. 


A study in dotted notes and tri 
‘A rhythmic exercise) 


- 





feg.on Moderato (count four beats’ 














Abbreviation for sforzando 
meaning to accentuate. 


PROBLEM 





n 
~ 
o 
— 
i=) 
oe) 
he 
a 
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Polka Dot 


No. 12 


Lesson 19 


The Polka is the National 
dance of Cechoslovakia. 


When playing in slow 


0 count four beats. 


mp 
Eighths.) 


te 
( 


a* 


Polk 


Tempo di 






































PROBLEMS 


Changing Position of hand 


FM 


by alternate fingering. 











_ 
o 
a? * 
= ~~ 


Sg 
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eM : 
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Correct method of passing thumb under fingers. 
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Lesson 20 


SCALE OF C MAJOR 


When playing E&F prepare thumb under fingers before placin 


returning draw fingers over thumb. 


RIGHT HAND 


gon key and 


is best to form a habit of keeping the thumb hidden 


In playing scales it 


under the hand. 


In playing the scale in the upper octave, lowering the R.shoulder facilitates 


passing thumb under. Always keep the fingers parallel to keys. 


lhanv> * 


Repeat each ex.four times. 












































EXERCISE FOR R.H. INDEPENDENCE 


uld be practised alone a 


first. 


t 


oO 


R.H.sh 






































& 


peed in 








hese ex. 








Change bel- 
lows accordin 
to the s 
which t 


allt A 
Eo th 


OO a 


are played. 











ee ee 








I prolongation. 
same as“Fine” It is often termed a“Hold” 
Lesson 20 continued > 


laced over a note or rest indicates a 


San ending, 


p 
47 


double bar, it signifie 


fs called a “Fermata” when 


n it appears over a 


symbol 


o 


* Th 
Whe 


Practice R.H. alone until 


R. H. VELOCITY EXERCISES 


Lesson 20 continued 


Later 


playing is smooth. 
increase tempo, adjusting 
bellows accordingly. — 


with L.H. chords 


Reg.on 


























BOTH HANDS 

















PREPARING FINGERS FOR STRETCH 





RIGHT HAND 



































Note:If at all possible 
the fingers should be 


prepared for a stretch, 


anticipating the actu- 





al striking of the tone. 


No 


te: These Exs. may 





be also practised in 
the upper octave. 











oN 


SCALE OF A MINOR 
(Relative minor of Key of C) 








RIGHT HAND 


Plaintive 


No.13 








change finger 


1 
4 




















PROBLEMS 








skip 


it lasts throughout the meas- 


lied. For the sake of precaution a cancellation often appears in the follow- 


ing measure to remind the player. 


? 


NOTE: When an accidental (sharp, flat or cancellation) appears 


ure unless cance 
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The pupil must now keep 
in mind that when the note 
F appears it must be played 


sharp, unless otherwise in- 


dicated, 











SCALE OF G MAJOR 
50 


~H 
~ 

ce) 
Z 


Allegro (Lively) 


Lesson 22 
RIGHT HAND 















Be . 





eae 
 — 





Bie. 





It is very important when playing on the upper keys to 
lower the right shoulder; thus keeping the right hand fingers 
parallel to keyboard. 
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SCALE OF E MINOR 


(Relative minor of Key of G) 


Lesson 23 
RIGHT HAND 
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Bellows directions 
should be adhered 


ae 

=) 

ro 

ou 

© 
a 
og 
i 
aM 9 
Oud 
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oe 
=m 
aS 
* 

fo} 
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Moderato with expression 








single note 





[se __telh) 





42th & 28th measure 


Having learned 


Sn 
33 
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Lesson 24 


cS) 

ot 

a SS 

ere 

es 

Sse 

SS RS 

Sse 

— ey, ° 
~~ 

a=) 

= 

a 

= 

By 

By 

© 

ea) 

nad 
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oO 

dp) 


RIGHT HAND 


(4th finger on black key) 


ox 























, Shoulder forward and raise elbow. 







































































Da Capo a Fine 
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MINOR 


SCALE OF D 


Lesson 25 


(Relative minor Key of F) 


RIGHT HAND 










































































Practice L.H. shifts 


marked with dotted line. 


17 Bulgarian Dance 


No 









































IMPROVISATION 


Slide 











sustain bass 





time value. 


% Grace note or notes is the term applied to an embellishment not included within the 


An added flurish, not essential to the absolute melody. 
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Side view, showing right hand in the correct position. 
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SIMPLE ALTERNATING BASS 


Lesson 26 


In the following chord examples attack the bass note firmly and if necessary play the 


bass notes separately at first. Repeat many times. 


LEFT HAND 





Take bass note before chord untilset. 














single bass 
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Single Basses 


SSS NOTE: These single - bass 


" exercises (with their relative 
Counter basses) must be well 


oe 
planted in the mind of the 
Counter Basses student. Their mastery is 
essential to any further 
Fund. Basses @)©)G)) progress. 


= Oo 








Single bass notes are mostly written in the lower octave, extending often into the up- 
per octave according to the musical phrase or figure. Although the notes written in the up- 
per octave are played with the same fingering (and buttons), due to the doublings, they seem 
to give the effect of continuation of the scale. This is the same effect as the couplings onthe 
large church organs. See Bass and Chord Chart. 














Buttons played 


SINGLE BASS 
EXERCISES 


Third finger on C. Repeat many times. 


























* Some instruments sound the low B and A. 
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Lesson 27 continued 


























IN 


OUT (some instruments sound low A) 


OUT 




















OUT 


IN 


OUT 

















SSES 


COUNTER BA 


Lesson 28 


Having learned the Fundamental basses Bb-F-C-G-D- A, we now introduce their 


relative Counter basses D-A-E-B - F# - Cf. 


Counter Basses (a) fe) (3) 
Fundamental Basses Ge) (c) @) G) 


The notes of the counter basses 
should always be thought of in 


their relation to the fundamentals, 
for instance C-E, G-B, D-F¥, A-Cé ete. 








The line under finger number indicates Counter Bass row. 








lift finger quickly 














skip 





skip 
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continued 
Skipping with same finger from Fundamental to Counter Basses. 


Lesson 28 


repeat four times 




















repeat four times 


(fourths) (fifths) (sixths) 


(thirds) 


(seconds) 




















PREPARATORY TO MAJOR SCALE 
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SINGLE BASSES WITH RIGHT HAND CHORDS 


Lesson 29 


The student should now be able to rec- 


ognize the key by the signature. 


Play No.I and No.II in the style of a choral 


or hymn, slowly and with even tone. 


-IN 


(20; ee 


Keg. off 





SPracticemsc. ce 








uh 


— OS a 





EE 





(same bellows as above) 


Reg.on 


1) EE © Se 


II 
Il 








March time Reg.on 





Slowly Reg.on 


For 


instance: In the above exs.I and II there appear. two counter-bass notes E and B, These are in front of the 


Note: The student should visualize each counter-bass note by remembering its relative Fund.bass. 
Fund.C &G and so on. 


; That is,if itis necessary to play 


* The student should change bellows according to the ability to read 


extremely slow it is best to change bellows each measure. 
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THE MAJOR SCALE 


(Left hand and both hands) 


Lesson 30 


Memorize fingering 


















































3 2 





3 2 











S (parallel) 


EXERCISES PREPARATORY TO SCALE FOR BOTH HAND 


























_=— = 





MAJOR SCALE FOR BOTH HANDS 





e Of each scale before playing. 


Note signatur 


Py Scale of C 





















































less 


3: 
o major un 


refers t 





it always 


oned 
»” 


2 
y to add the word “major 


scale or chord is menti 


3 
when a key, 


2 
ot necessar 





: 





4 2 
sical terminology, 
indicated. Itis n 


* In mu 
otherwise 
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Correct position in playing four-note chord C-E-G-C. 


63 


SINGLE BASSES WITH RIGHT HAND HARMONY 


Lesson 31 
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The melody note in the right hand must be sustained its full length with the bass. 
The Right Hand notes must be played with clock-like precision, in strict tempo. 
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Side view showing correct left hand position. 
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————=—=— 


Very important exercises 


ETUDES FOR SINGLE BASSES 


Lesson 32 





for bass reading. 


with R.H. chords 





LEFT HAND SCALES IN TWO OCTAVES 


The student must get used 
to reading the single basses 
in the upper octave also. 





Practice until perfectly smooth. 
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ETUDES FOR SINGLE BASSES 


Lesson 32 continued 


with R. H. chords 


, Slowly until perfect. Then add R.H. 


Practice L.H. alone 














Key of G 














y of F 


Ke 
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Key of D 


el 
— a ee 
x 





RIGHT HAND 


Preparatory to broken chords and arpeggio 


Lesson 33 


q 


Prepare each 
finger in advance. 


th precision 


wi 




















The same etudein G 























ing position 


Correct stand 
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Ee 





Closeup of left hand showing fingering for C dim. seventh 
chord with F# in bass. 
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When fifth finger is employed 
push hand further thru strop and 
keep in a curved position. 


LEFT HAND 


The use of the fifth finger. 


Lesson 34 
Exercise 
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Repeat many times and in other keys. 











This position appears very often in popular and classic music. 


a 
n 
3 
~Q 
© 
es 
~ 
S 
ww A 
es On lak 
oe pe s 
= ee 3 
chor 
o Ye Yn > 
<= - ao Mw iA 
ao Oo = Py i.) 
G 3°] or 
a=] ° ms = 
S A 4 ° od 
4 u & oD my 
< oa ° i) oo n =) 
5 < = as o 
a °¢€ — a = 
a So & a oe A) 09 | =) ag 
H oA e Fs G& = =e ig 
I ae a fy, Ag OoFP + ro) 
S ee s 3 3 CE: 
0) 
7 ey 3 > eo a oe 
2 ee. 2 S) Ta Nl x f2 
oe 
H fe chal Au 


The various chords and their inversions are treated in a future lesson from the theoretical standpoint. 
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With careful practice the counter-bass note of the Dim.7th chord will present no difficulty. 


Lesson 35 


ILLUSTRATING THE PRACTICAL USE OF THE CHORDS IN LESSON 34 


Tempo di Valse 



































The above example in the key of F. 





” 


inversion’ 


of a Major or Minor chord is in the bass, it is in the first“ 











1a 
4 . 
When the third 
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No.19 My Valentine 


Lesson 36 


Moderately slow 


























Slightly faster 





























lh 


wad 








It is often necessary to play afterbeats with the fourth finger. 
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PROBLEMS 





20 Three Folk-Songs 


No. 


STEPHEN C.FOSTER 


Oh Susanna 


Oh Susanna 


Arkansas Traveler 
Nellie Was A Lady 


ih _ 









































Moderato 
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Arkansas Traveler 
































SCALE OF Bb MAJOR 


Lesson 37 


(Right Hand) 
Notice that in flat keys the fingering is more intricate than in sharp keys. After the key of 


is a black key which precludes using the thumb in scales. 


every tonic or key-note 


F, 


ise - Fingering 
b 


Exerc 


























min 7th chord 


Allegretto 








Right Hand studies 





Music by 
C. FERNANDEZ 




















Cielito Lindo 
(Beautiful Heaven) 





RIGHT HAND PROBLEMS 





No. 21 














Tempo di Valse (slowty) 

















Lesson 37 continued 


SCALE OF Eb MAJOR 


Lesson 38 


(Right Hand) 

















a Tre- 


The dotted lines are 
minder to prepare thumb. 





Broken chords (Tonic and dominant seventh) 








la 


Santa Lue 


2 


Count four beats 





Italian Folk Song 


4 








PROBLEMS 
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For concentrating 
on notes and inde- 
pendence of fingers. 

RS PUNT TS 
Dis ae 
be ee ee 
Eee 
a 
Eee 
aa te Sie 


Slowly at first and in strict time, placing 


fingers like hammers upon the keys. 
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fo} 
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(Cantus in the left hand) 


TWO VOICE COUNTREPOINT 


2 





Cantus firmus 
usually a choral or hymn tune upon which the countrepoint is built. 


There is no easy way to master the technique of the Accordion. Sincere effort on the part of the student is an abso- 


requirement. Some exercises may seem dry but all the more effort should be made to master them, 








SIMPLE EXERCISE IN BROKEN CHORDS 








=~ 


ur notes to one 
a notes to one) 
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li notes to one 
E 


ae to note) 


( 


‘Cantus firmus, is a theme, 


© 
Sai canal 


se 


EXERCISES WITH SAME THEME IN THE BASS 


Lesson 40 


& 


Try to read the notes in 
advance, preparing the hands 


Before beginning to play a composition 
be sure you know the key-signature and 


and fingers. 


the scale. 


Slowly (Reg: on) 
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ot too slow (short notes in R.A.) (Reg off) 


te fl 
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on) 


oderato (Reg. 
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Volume II. (Intermediate) contains technical studies for right and left hands 
separate and together. Scales in all keys, broken chords, arpeggios, chord inver- 


sions, keyboard harmony, etudes and pieces in various keys, and other necessa- 


ry informative matter. 





80 





f ’ : * oe ‘ 





2 
im . 











stompin at the savoy 


sy Yordonan- Chick Wall -Eebyss Sanyps.n 


CHARLES 
MAGNANTE’'S 





ACCORDION 
TRANSCRIPTIONS 

















NOW AVAILABLE 


HOLIDAY 

SWINGYANA 

ON THE TRAIL 

ANCHORS AWEIGH 

MANHATTAN SERENADE 

STOMPIN’ AT THE SAVOY 
SERENADE FOR A WEALTHY WIDOW 


The world’s foremost 
accordion authority 
creates these splen- 
did transcriptions Price 60c each 


of modern and 
DARK EYES 
standard classics. TWO GUITARS 
ZIGEUNERWEISEN 
CARNIVAL OF VENICE 


Price 50c each 


ROBBINS MUSIC CORPORATION 
799 Seventh Avenue e New York 
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